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A GOTHIC SPANISH SILVER PROCESSIONAL CROSS

Anonymous
Barcelona, Spain; ca. 1400-25 
 
Gilt silver with later wooden core
Approximate size: 67 (h) x 31 (w) x 12 (d) cm

An elaborate, Gothic-Plateresque parcel-gilt silver processional cross fixed to a 
later stem and knop. The arms of the cross are elaborately engraved, flanked by 
crockets and terminate in polylobed finials.

The present cross may superficially compare with another cross of the same 
period and more elaborate, at the Museu Nacional d’art de Catalunya in 
Barcelona (Inv. 0122203). The elaborate realization of such crosses involved the 
meticulous casting, stamping, chiseling, punching, hammering and embossing 
of their master craftsmen.

The corpus, executed in repousse, represents the type of Gothic Cristo Vivo.

A hallmark impressed upon the finials of the cross (both front and back, 
see fig.) represents the city of Barcelona and dates the cross to the early 15th 
century. Another silver processional cross from Barcelona, belonging to this 
Hispanic Society of America likewise features this hallmark (see Alejandro 
Fernández and Rafael Munoa [1992]: Marcas de la Plata española y virreinal, p. 
104).

Condition: The wooden core, probably a later replacement. The stem and knop 
are likewise a later addition, affixed with soldered lead.

(figure)



BRONZE STATUETTE OF A CENTAUR SLAYING A LION

Anonymous 
Probably Roman; 18th cent.

Bronze 
Approximate size: 38 x 41 x 23 cm (not including base)

The present bronze, filled with dramatic tension, is known by at least two 
additional art market examples and is probably of 18th century origin, although 
a realization during the Grand Tour era should also not be ruled out.  
 
Fixed to a marble base.



16TH CENTURY GILT BRONZE RELIEF  
PLAQUE OF THE ANNUNCIATION

Anonymous
Probaby Italy; 16th cent.
 
Gilt bronze
Approximate size: 13.3 x 17 cm

The present relief of the Annunciation is exquisitely cast and chased with 
remarkable handling. The care and attention to detail make this work an 
outstanding example of bronze and copper relief work of the Renaissance. This 
particular example is probably Italian although an origin in Southern Germany 
shouldn’t be ruled out.



A ROCK CRYSTAL MOUNTED SILVER AND  
GILT-COPPER REPOUSSE CROSS

Anonymous
France or Low Countries, late 15th cent.

Gilt copper, rock crystal, wood 
Approximate size: 32 x 25 cm

A Gothic cross elaborated with finely engraved vegetal motifs and handsomely 
worked repoussé finials. Although certain features have been embellished or 
replaced over time the dazzling power of this artwork is brought to bear by its 
centrally placed antique rock crystal, prized for its hardness and clarity as a 
symbol of Christian faith and purity.



GILT COPPER RELIEF OF THE PENITENT MARY MAGDALENE

Anonymous 
Probably Augsburg, Germany; early 17th century

Gilt copper 
Approximate size: 27 x 21 cm

The present relief, depicting Mary Magdalene in penitence, is modeled with 
exceptional care and detail, suggesting an unknown master’s hand at work. 
The sculpture’s expressive vitality is discovered in the undulating folds of 
drapery which complement the protagonist’s long billowing hair. The delicacy 
of modeling sets the saint in an atmospheric mélange of rock and foliage from 
which she emerges renewed by God’s grace.

The relief likely follows a graphic model as its source. One other reproduction 
of the subject, executed in alike manner though by a different hand, is located 
at the Victoria & Albert Museum (Inv. A.28-1930), suggested by Ingrid Weber 
as having a probable origin in Augsburg, Germany during the first half of the 
17th century, to which we may also assign the present relief.

References:

Ingrid Weber (1975): Deutsche, Niederlandische und Franzosische 
Renaissanceplaketten, 1500-1650. Munchen, Germany: Bruckmann. No. 432



PAX OF THE DEAD CHRIST SUPPORTED BY MARY AND JOHN 

After Galeazzo Mondella (called Moderno)
Northern Italy; 1571 

Gilt bronze 
Approximate size: 123 x 195 cm 

The present pax, featuring a relief of the Dead Christ supported by Mary and John, 
is cast from a model by Moderno, best known by a silver example he executed 
for Francesco II Sforza, the Duke of Mantua in 1513. The original silhouetted 
silver relief is preserved at the Diocesan Museum of Mantua although 
Moderno’s original motif may have an earlier origin around 1500.

The relief was Moderno’s most successful design, and is known by more than 
300 surviving casts of varying quality and from various regions and periods of 
facture.

The present pax, cast in 1571 (dated on the reverse), is an exceptional surviving 
aftercast of Moderno’s design. A high degree of finishing and afterwork have 
been applied to the relief by an expert goldsmith’s hand.

The lower frieze along the base features the central armorial of a family, 
probably the donor of the pax to a church, with reference to their name 
Gio(vani) Gia(como). The initials are beautifully chiseled into the bronze with 
an elaborate punchwork texture applied around it.

The elegant frame of this pax, with lion’s feet supporting its base and thinly 
worked silhouetted scrolling acanthi flanking its sides, are characteristics 
common to paxes produced in Milan and Venice during the 16th century.

This unique pax is known by only one other aftercast example that lacks a 
donor’s name but features similarly qualified workmanship with respect to the 
finishing of its fine details. 

Condition: Slightly rubbed gilding. Casting flaw or damages causing an 
irregular edge along the base. Crack along the lower left margin of the base, the 
reverse of the upper frieze and along the lower left foliate with later soldered 
repairs to the reverse. Broken and missing central and flanking finials once 
surmounting the pax. The date, 1571, carved into the original wax model with 
a stylus and preserved on the finished cast bronze.



DAMASCENED PAX OF CHRIST RAISED  
FROM THE TOMB BY ANGELS

Anonymous Milanese master, probably an assistant in the workshop of  
Giovan Battista Panzeri (also called Zarabaglia)
Milan, Italy; ca. 1570

Damascened iron or steel, 19th century wood frame 
Approximate size: 23 cm (h) 
 
Two low-relief repoussé and embossed 16th century iron or steel plaques, 
damascened with silver and gold, set into an elegant 19th century ebonized 
wood frame with painted gilt accents emulating Milanese Renaissance 
architecture.

The present pax bears an important French pedigree descending from the 
collection of Edmond Bonnaffée. Bonnaffée was instrumental in cataloging the 
important objects belonging to the 19th century collector and dealer Frédéric 
Spitzer, whose vast holdings now form important portions of Renaissance 
and Medieval decorative arts in museum collections throughout Europe and 
America. While owned by Bonnaffée, the present pax was featured in one 
of the earliest modern surveys on the history of furniture, reproduced and 
discussed in Albert Jacquemart’s “A History of Furniture,” published in 1878 
(see p. 327). Before Bonnaffée, the pax was located at Château de Chambord, 
probably dispersed with other furniture and treasures in 1792, following the 
French Revolution. The Château is the largest in the Loire Valley and was the 
former extravagant hunting lodge of King Francis I.

Our pax represents a scarce and unique type of production emanating from 
specialists in Milan, Italy, adept in the creation of damascened steel armor 
and weapons whose work was uniquely celebrated and in high-demand all 
throughout 16th century Europe. The Milanese workshop of Giovanni 
Battista Panzeri in 1559, for example, produced the elaborate parade armor of 
Archduke Ferdinand II of Tyrol, now kept at the Kunsthistorisches and today 
considered the zenith of historic armor making. 





Although chiefly celebrated for their production in the arms trade, these 
skilled Milanese craftsmen also less commonly made exquisite furniture, 
especially small cabinets, desks, and other precious objects tailored to the 
tastes of wealthy patrons desiring one-of-a-kind masterworks epitomizing 
exclusivity and luxury. To offer perspective, a tabernacle commissioned by 
Ferdinand II, from Giovan Antonio Polacini and Marco Antonio Fava in 
1576, was completed at the price of 2,000 florins, nearly the cost of a private 
Renaissance palace!

The outlier objects produced by these Milanese armorers were frequently 
embellished by wooden frameworks beset with low-relief, elaborate gold-
and-silver damascened steel scenes of mythology and allegory. Additional 
embellishments, such as small statuary in fine metals, were also occasionally 
incorporated. Especially scarce to this eccentric genre were the production of 
devotional objects featuring religious subject matter. One travelling devotional 
altar in the form of a façade featuring God the Father in an arched tympanum 
with angels flanking variably throughout its design, is known by three identical 
examples and a reliquary tabernacle at Spain’s El Escorial (Monastery of 
San Lorenzo) is an especially impressive treasure which may be considered a 
masterpiece of the genre, all very likely the work of Panzeri and his workshop. 
Of these few examples, notwithstanding the now dismantled, lost tabernacle 
once made for Ferdinand II, only a few examples of this kind exist depicting 
devotional subjects. Of note are a plaquette of the Holy Family at the Museo 
Poldi-Pezzoli, plaque-relief in a private UK collection which would have 
probably formed one of the interior panels for a tabernacle, a plaquette, 
similar to our own and also featuring a scene of Christ being raised from 
the tomb by angels, at the Museo Nazionale del Bargello (Inv. 739), another 
formerly in Frédéric Spitzer’s collection, and a crude applique of the same 
subject, kept at the Metropolitan Museum of Art (Inv. 29.158.425). The MET 
and Bargello examples, like our own, would have originally been incorporated 
into a steel-framed devotional pax, only one of which survives fully preserved 
at the Museo Poldi-Pezzoli in Milan (Inv. Oreficerie 223). This pax is similar 
to our own, sans the original frame, with its added, separately prepared 
tympanum relief surmounting a frame with a central relief, in the typical form 
of 16th century Renaissance paxes. 

The Poldi-Pezzoli pax is very close to the sculptural relief-embossing style of 
Giovanni Battista Panzeri and may be the only pax referenced in surviving 



documents concerning the genre. In late 1557 and early 1558 Panzeri 
continued a business partnership with the damascener, Marco Antonio Fava, 
intending to pool their credits, debts and inventory. In 1560 this collaboration 
was renewed for another three years, providing an inventory of objects in their 
workshop, notably inclusive of a “small pax,” just started, at the exuberant cost 
of 200 lire. 

It is worth noting that all four surviving pax reliefs, inclusive of our own, 
feature the same motif of Christ raised from the tomb by angels, suggesting 
a shared model was circulated among the few craftsman dedicated to this 
art. The varying sculptural quality and damascened technique among them 
infers the employ of different workshop assistants. Documents mention 
the occasional outsourcing of embossing and damascening to a minority of 
skilled craftsman like the damasceners “Master Anselmo” and the “Flemish 
Master Giovanni,” and while Panzeri is practically the exclusive producer of 
devotional-themed objects-of-this-type, it is unlikely he worked directly on our 
present relief, based on stylistic-grounds. 

While our pax stylistically diverges from the relief work typical of Panzeri, it 
remains possible other assistants could have been given the work or perhaps an 
assistant in Polacini’s equally prolific workshop, as both Panzeri and Polacini 
were the two chief masters of the arms trade in production of decorative works 
of this kind.

Stylistically, our pax is almost certainly by the same embosser responsible for a 
cabinet at the Museo Poldi-Pezzoli (Inv. 415), judged ca. 1570, and conjectured 
to be from Panzeri’s workshop (fig.). Its wood housing is an 1865 replacement 
by Giuseppe Speluzzi but its damascened plaques and appliques, depicting 
columns in the form of caryatids, feature the same low-profile relief figures 
and similarly gilded bodies along with a dependency on heavily-chased and 
engraved afterwork as observed on our pax. There is also a preference for 
uneven thick, short strokes to delineate ground and a preferred articulation 
of faces in three-quarter perspective with simplistically realized putto and 
solar faces. The ornamental pattern-work on the cabinet also favorably 
corresponds with the treatment of our pax. These characteristics may also 
relate an embosser in Panzeri’s workshop who may have been involved in the 
production of the relief plates depicting biblical scenes along the exterior of 
the El Escorial tabernacle. The interior reliefs of the tabernacle are by a more 
abled-hand, possibly Panzeri himself, with some assistance, while the exterior 
panels may be the work of one or more studio assistants, potentially inclusive 
of our author. 

The technique of embossing and damascening steel was an intensively 
laborious task. The steel would be heated and cooled, worked in repoussé, 
a challenging and patient process, while the damascening commanded an 
equivalent degree of endurance with the careful carving of dovetail profile 
channels into the steel followed by the hammering of precious inlay gold or 
silver into the cavities. The inlay would then be burnished flush with the steel 
surface or left to protrude in relief. The overall result is with dramatic effect.

The present pax, though lacking its original frame, remains an extraordinarily 
scarce example of devotional art in the ambit of Milanese armor-making, 
executed during a period in which the artform was representative of the finest 
craftsmanship of the era, and still regarded as such today. Its rare survival and 
illustrious provenance secure its desirable and unique position for any serious 
collection.

(figure)



VIRGIN AND CHILD BEFORE A NICHE 

Possibly by Michele di Giovanni da Fiesole
Florence, Italy; ca. 1445

Gilt copper 
Approximate size: 11 x 90 cm

The present pax is one of the earliest examples of small relief work in metal 
from the Renaissance, frequently compared with Donatello’s marble Pazzi 
Madonna of about 1420. The subject of the relief most likely follows a larger 
scale original by Donatello from the 1420s, now lost, but copied in a painting 
by Giovanni di Francesco Toscani and partly imitated in a plaster tondo, dated 
1428, by a sculptor close to Luca della Robbia. The motif was also interpreted 
in the marble Orlandini Madonna attributed to Donatello’s collaborator: 
Michelozzo. This small relief has, at times, been directly attributed to both 
Donatello and to Michelozzo. However, we believe it stylistically belongs to the 
less recognized, yet talented sculptor: Michele di Giovanni da Fiesole.

Michele began his artistic career in Florence where, during the early 1440s, he 
created various inlaid wood projects for the basilica of Santa Croce, including 
the door for a portal designed by Michelozzo, leading to the Medici chapel. 
By the second half of the 1440s he was probably an assistant in the workshop 
of Maso di Bartolomeo, another of Donatello’s collaborators who, during 
this period, became the major bronze worker in Florence after Donatello’s 
departure from the city in 1444.

Michele’s best-known work is in Urbino where he assisted with the portal 
for San Domenico, begun by Maso and completed by Michele and another 
of Maso’s trusted assistants, Pasquino da Montepulciano, in 1554. Michele 
remained in Urbino with Pasquino where they were tasked with decorating 
the apartments of Federigo da Montefeltro’s ducal palace. In 1457 Michele 
was active again with Maso in Dubrovnik where he adopted Maso’s role as 
cannon founder and official sculptor of that republic when Maso was tragically 
killed while testing a cannon there. Michele spent the rest of his life and active 
years in Dubrovnik and throughout Croatia, leading to the common scholarly 
oversight of his earlier obscured Florentine activity.



Unbeknownst to past scholarship, it is this sculptor that can possibly be 
credited as one of the earliest protagonists of Renaissance small relief work in 
metal. Michele’s proximity to Maso, Michelozzo and Luca della Robbia, and 
the touch of Donatello’s influence upon these masters, provided a suitable 
environment to cultivate Michele’s style and the ideas requisite for the advent 
of small metal relief production for paxes and private devotion in Florence 
and beyond.

The majority of examples of the present relief depicting the Virgin and Child 
are in public collections. Less than 40 examples are known and only a 
minority of examples of varying quality and age remain in private collections. 
Of all known casts the present one is the only surviving example apparently 
in its original setting. The frame recalls the same simple rope-molded border 
and predella of Michelozzo’s marble Madonna and Child now at the Museo 
Nazionale del Bargello, of which, Michele probably had an awareness.

Unlike the majority of casts, our pax features what is probably a copper 
repoussé example of the relief, chased and worked over carefully by the 
artist’s hand. It is possible the first versions of this relief were made using the 
repoussé method, forming the copper over a master model in wood or stone 
and mimicking the stamp-like production of stucco, cartapesta and terracotta 
reliefs typical of Florentine workshops during the Quattrocento. Such methods 
of reproduction may have initially preceded the use of individual wax-based 
indirect casts of the relief, later enterprising from the original model. Another 
rare surviving repoussé example of the relief is kept in the sacristy of St. Ursula 
church in Cologne.

The present pax may theoretically be dated to 1440-54, a period in which 
Michele would have possibly been active in Maso’s workshop or circle and to 
Michelozzo. Michele is not known to have been active again in Florence after 
he departed for Urbino in 1554. The creation of this pax similarly coincides 
with Filarete’s earliest bronze paxes from around 1445.

Overall, this pax is not only a scarce work of early Renaissance devotional 
art but also a celebrated composition reflective of Donatello’s impact among 
his followers and the taste of patrons whose admiration for beauty and grace 
are still celebrated today. It is quite possibly one of the earliest examples of 
the genre of Renaissance plaquettes and remains an important object for our 
understanding of the origins of the genre.



A RARE GERMAN LATE GOTHIC MEDIEVAL CIBORIUM

Anonymous
Lower Saxony, Germany; ca. 1400 or early 15th century

Gilded brass 
Approximate size (with feet): 30.5 cm

The simple and eloquent design of this ciborium relates it to the Gothic metal-
work of Lower Saxony from around the year 1400. Although utilitarian in its 
use for storing the Eucharist, its modest amalgam of shapes establishes a visual 
harmony pleasing-to-the-eye.

A spherical body, hinged, is topped by a conical finial imitating the spire of a 
church. A trace remnant of the former cross once surmounting the ciborium is 
still intact. The round stem features a central, spherical knop and is supported 
by a splendid hexafoil base. The few trace remnants of its original gilding, 
highlighting the chased grooves along its base, provide an added character to its 
chic styling. 

The footed lions are a later addition, probably 19th century, and are intended 
to stabilize the ciborium while the lid is open.

Gothic German ciboriums are uncommon in the art market, with many 
perhaps destroyed or melted-down during the German Reformation, at which 
time they were banned from use after the first quarter of the 16th century.  

In addition to its appeal is its former provenance with the collection of 
Frits Philips, son and nephew of the founders of Philips light-bulb and 
electronics company. In addition to the company he helped operate, Frits 
is also recognized for rescuing 382 Jews during the Nazi occupation of the 
Netherlands during WWII, convincing the Nazi’s they were essential to his 
facility’s operations.



THE VIRGIN AND CHILD WITH ADORING ANGELS 

Ambit of Maso di Bartolomeo
Florence, Italy; second-half of the 15th cent.

Gilt bronze or copper 
Approximate size: 17 x 11 cm

The present pax is comprised of three figural appliques of the Virgin and 
Child and two attendant angels of 15th century origin.

The finest example of the Virgin and Child applique is found on a later pax 
dated 1518 (Kollenburg Antiquairs), providing a terminus ante quem for its 
invention. Other examples of the independent relief, of varying quality and 
context, are known in private and public collections, with a total census of 
twenty-one identified examples known, inclusive of our pax.

A contemporary example of the Virgin and Child group, still within its original 
frame, is at the National Gallery of Art (NGA). Our pax borrows elements 
from this pax, inclusive of the main figure group, appliques of the two 
attendant angels, the columns, base and two hovering angels above, which 
on the NGA pax, flank a central applique of God the Father in its triangular 
pediment. Our pax differs, however, with the feature of an arched-top lined 
with silhouetted crockets rather than the more classically-inspired triangular 
pediment of the NGA pax.

While the features of our pax indicate they are aftercast components, they 
evidently derive from models descendent from a single workshop and are 
quite possibly a production made by a workshop or assistant who inherited a 
master’s models.

The NGA pax is considered Florentine, ca. 1540s-50s and we have argued it 
possibly derives from the workshop of Maso di Bartolomeo, probably between 
1444-50, while Maso was active as the leading bronze worker in Florence and 
also participating on projects with Luca della Robbia, to whose influence is 
due the Virgin and Child composition of this pax. The very specific style of the 
angels reflect Maso’s ivory putto on his Reliquary of the Girdle of the Virgin for 



Prato Cathedral and those also featured on a pastiglia casket, attributed to 
Maso, which bears the Orsini coat-of-arms (Tomasso Brothers). The standing 
posture of the angels also recall the top-left panel of the bronze doors for the 
New Sacristy of Florence Cathedral, attributed to Maso and overall executed 
in collaboration between Maso, Luca and Michelozzo.

Being a later cast, the present pax probably has an origin with a descendant of 
Maso’s workshop, or perhaps someone connected to his brother, Giovanni di 
Bartolomeo, who adopted several of Maso’s projects after his death in 1457. 
The handle of this pax as well as the manner of its tympanum, however, might 
suggest it could have an origin in southeastern France as well, possibly in or 
around the papal city of Avignon, appropriating an earlier Italian motif in a 
later frame suitable to the region and decade to which it belongs.

A housemark is engraved on the reverse of the backplate, indicative of either 
the workshop responsible for producing it or the church in whose possession it 
once belonged.

Provenance: Royal Museums of Fine Arts in Brussels, Belgium  
(deaccessioned 26 October 1983)

Condition: Gilding and surface rubbed due to wear and use. The upper 
portion of the handle has become disconnected from the backplate, being 
slightly loose but still stable. A corner rivet for the arched tympanum is 
missing and this piece is modestly loose but still stable. All components are 
original.



EARLY 16TH CENTURY GILT COPPER NORTH ITALIAN CIBORIUM

Anonymous
Tuscany, possibly Florence, Italy; early 16th century

Gilt copper or bronze
Approximate size: 23 cm (h)

This ciborium would have been used to hold the consecrated wafer for the rite 
of Communion. Beyond its utilitarian function, however, is a handsome and 
sophisticated design that is both elegant yet reserved. 

A spherical bowl and lid are set upon a hexagonal stem with an attractively 
fluted spherical knop, surmounted by a later-added cross finial. A hexalobate 
base supports the stem and bowl with beautifully engraved foliage and 
knotwork. An unidentified armorial is engraved along one of its lobes, 
featuring a banderole with the inscription: PRE IO ANTONI CORTE, perhaps 
referring to the donor or original owner’s name, presumably a Prelate named 
Giovanni Antonio Corte (fig.). 

The rubbed gilding, due to wear and use, provides an elaborate texture 
juxtaposing a sense of age with the precision-refinement of its engraved base.  
The interior bowl, accompanying the ciborium, is a later addition and though 
the entire object is well-preserved there is a minor soldered reinforcement to 
the upper stem. 

Our ciborium descends from the former collection of Anton Philips and his 
son, Fritz, important 20th century collectors. Anton and his brother, Gerard, 
were founders of Philips, the light-bulb and electronics company. 

(figure)



PAX OF THE RISEN CHRIST 

After Antonio da San Marino  
Rome, Italy; 1557

Gilt bronze with later iron handle 
Approximate size: 13 x 21 cm

The present pax is an elaborate and monumental example of its type. Cast 
with open-work features and elaborately engraved on its reverse, it represents 
a rare breed of high-quality examples of this art form. The front depicts the 
Risen Christ attended by apostles, flanked by columns with putto supporting 
its base and surmounting its pediment, topped by an engraved cartouche 
with the Christogram: IHS. The base features the armorial of an unidentified 
family featuring six crescent moons (probably the crest of the donors who 
commissioned and gave this pax to a regional church).

The base of the columns is hand-engraved with trophies and the same 
goldsmith has remarkably engraved the reverse with various fantastic 
grotesques, trophies, vanitas, foliage and putto. The date, 1557 is subtly 
featured on one of the engraved trophies (fig.)

The frame of this pax is rather uncommon with less than a handful of examples 
observed in published literature. The relief of the Risen Christ, however, is 
reasonably known and is of an earlier date, ca. 1511-25, originally designed for 
incorporation into paxes. The finest casts of this independent relief are known 
by examples at the Museo Nazionale del Bargello and Metropolitan Museum of 
Art.

Stylistically, John Pope-Hennessey compared the depiction of Christ to 
Bramantino while others have superficially compared it with Andrea 
Mantegna’s print of the Risen Christ. However, Francesco Rossi has rightly 
related it to Raphael’s preparations for the fresco cycle of apostles and saints 
commissioned by Pope Leo X for the Sala dei Palafrenieri at the Vatcan in 
1517-18. An engraving by Marcantonio Raimondi preserves its design, which 
is closely related to this plaquette, while the feature of Christ’s exposed upper 
body on the plaquette itself suggests a natural proximity of its inventor with 
Raphael’s preparatory works for the project. Rossi’s further association of the 
relief with the bronze tondo depicting the Incredulity of St. Thomas at Chiaraville 



Abbey, executed after designs by Raphael, albeit in larger scale, is confidently 
executed by the same hand responsible for the Risen Christ relief, and secures 
its authorship by Raphael’s friend, the goldsmith: Antonio da San Marino. 
While the present pax is evidently a later cast, set into a later invented frame 
and at some point, re-gilded, one can speculate if its execution could be the 
work of Antonio’s pupil, Giovanni Firenzuola, who was later apprenticed to 
Benvenuto Cellini.

Condition: Early cast plaquette and frame, fused together. Gilt obverse 
(probably regilded during the 18th or 19th century) with a greenish-brown 
patina on the reverse. A later, probably ca. 1800 iron pax handle has been 
added as a replacement to an original (lost) handle. Traces of sprues or former 
handle attachments observable on the reverse along the left and right central 
margins. A casting flaw along the lower column frieze beside the right cherub’s 
head has occurred, evident by a repair to the reverse where the flaw has been 
filled and sealed.

(figure)



RELIQUARY PENDANT

Anonymous 
Possibly Turin, Italy; ca. 1600

Gilt bronze, etched and faceted rock crystal 
Approximate size: 6.2 x 4.5 cm

The present reliquary is a superb example in octagonal format with a gilt 
bronze sunburst frame. The obverse rock crystal is beveled and the interior 
is excavated with five concave niches to house each relic set against a textile 
backing. The interior crystal is handsomely engraved with an eloquent design 
of fine workmanship. The reverse, whose gilding has been satisfyingly aged 
through rubbing, features the further treatment of a goldsmiths hand with an 
engraved dedication to Mary, the mother of Christ, and the Archangel Michael 
surmounted by the Christogram: IHS, above. The symbol of a sword piercing 
the heart is engraved above the dedication to St. Michel. It’s possible this 
reliquary was intended for a noble or wealthy religious person traveling along 
the “legendary sword of St. Michael,” a network of sanctuaries that complete a 
straight line following the path of the Sun during the Summer Solstice. These 
include the following holy sites:

Skellig Michael, an island of the coast of Ireland.
Saint Michael’s Mount, an island off the coast of Cornwall, England.
Mont Saint Michel, an island off the coast of Normandy, France.
Sacra di San Michele, an abbey built on top of Mount Pirchiriano, Italy.
Sanctuary of Monte Sant’Angelo sul Gargano, on top of another mountain in Italy.
Monastery of the Taxiarchis, Symi Island, Greece.
Stella Maris Monastery, Mount Carmel, Israel.

Such sites and such a pilgrimage were born out of the Christian adaptation 
of the Old Religions as Europe transformed out of its Dark Age and into the 
Enlightenment fostered by Christianity. The sites are all built upon former 
pagan places of worship. The straight line these holy sites form across the 
continent are thought to represent the “sword” of Michael, used to slay the 
devil, in this case, the remnants of the Old Religions.



In particular, our reliquary may have been conceived in Turin, Italy, just 
outside of the Sacra di San Michele abbey atop Mt. Pirchiriano. The octagonal 
format and remarkable craftsmanship of the rock crystal, bronze casing 
and goldsmiths touch suggest a worker trained in nearby Milan was likely 
responsible for this reliquary, probably active in Turin around the year 1600.



A 17TH CENTURY SOUTH GERMAN TURNED IVORY CUP

Anonymous
Southern Germany; early 17th century

Antique elephant ivory
Approximate size: 18 x 7.5 cm

This spectacular cup, carved in ivory, surmounts a spiraling knop along a thin 
shaft interspersed with multiple spherical and leaf-form elements that terminate 
in a circular base (fig.).

During the late Renaissance and early Baroque era, French, Italian, and 
Central European workshops began producing intricate ivory objects-of-
art using a lathe, which by that time, had reached new levels of technical 
refinement. The precious material of ivory imbued their owners with prestige 
and it became fashionable for clergy and noblemen of wealth to practice this 
new and wondrous art as a pastime. Among those who collected turned ivory 
for their cabinets-of-wonder, and practiced the art themselves, were the Holy 
Roman Emperors Maximilian II, Rudolf II and Ferdinand III.

The most important collections of turned ivory reside in the Danish Royal 
Collections at Rosenborg Castle in Copenhagen and the “Coburg Ivories” at 
the Palazzo Pitti in Florence.

Condition: previous restorations, 
minor loss to the spiral knop below 
the cup, hairline cracks to the base and 
surface wear commensurate with age.

Note: In accordance with CITES 
regulations, this object is kept within 
the EU.

(figure)



A 17TH CENTURY SOUTH GERMAN TURNED IVORY COLUMN

Anonymous
Southern Germany; early 17th century

Antique elephant ivory
Approximate size: 27 x 7.5 cm

This extravagant carved ivory column featuring a stepped cylindrical base with 
a thin shaft interspersed with three delicate leaf-form elements (fig.) represents 
a masterpiece of the art and would have likely been a significant highlight for a 
Baroque nobleman’s wunderkammer.

Condition: minor losses at stem nodes and some surface wear commensurate 
with age.

Note: In accordance with CITES regulations, this object is kept within the EU.

(figure)



A PAIR OF KUNSTKAMMER OSTRICH EGGS

Anonymous 
Possibly Italy; mid-20th cent. 

Pair of ostrich eggs with red coral sprigs mounted on silver display stands 
Approximate size: 32 cm each

An exquisite pair of elegantly textured, exotic natural ostrich eggs surmounted 
by rich, Mediterranean coral finials, altogether set atop sterling silver display 
stands.

This unique pair of decorated ostrich eggs were an eccentric en vogue aspect of 
the mid-century modern movement. Boutique designers like Stiffel, Anthony 
Redmile and others appropriated ostrich eggs for use on lamps, candlesticks, 
urns or as independent decorative works like the present pair.  Their 
inspiration came from exotic Renaissance German (Augsburg and Nuremberg) 
Kunstkammer or Wonder Cabinet objects that transformed ostrich eggs into 
ornate flasks, urns and decorative works during the 16th century. For example, 
the Dresden Kunstmkammer inventory of 1595 records six such elaborate 
objects incorporating ostrich eggs with precious goldsmithery. 

In ancient times engraved ostrich eggs were prized treasures. Preserved 
examples in ancient burial tombs dating to the 6th century BC are known and 
these objects were considered a traded luxury commodity as early as the Bronze 
and Iron Age.



AN ENGRAVED SILVER AND CRYSTAL  
BAROQUE RELIQUARY CROSS WITH THE AGNUS DEI

Anonymous 
Germany or Bohemia; ca. 1750 
 
Silver, gilt brass and crystal
Approximate size: 19.5 x 11.5 cm

A beautifully engraved reliquary cross cast in openwork brass with silver 
plating. Brass finials flank the horizontal beam and base of the cross while 
expertly engraved crystals are set behind its openwork design, featuring a series 
of attractive floral motifs and the centralized icon of the Lamb of God, or 
Agnus Dei. A careful hand and talented engraver has embellished the sides of 
the crucifix with a handsomely executed pattern while its reverse continues a 
scrolling floral border motif with a centralized Christogram: IHS (fig.).

Altogether, this precious artwork is both an elegant and noble devotional 
artwork, refined and tastefully realized.

Condition commensurate with age, including some minor fissures along the 
openwork patterns.

(figure)



A PAIR OF LATE 17TH CENTURY FRENCH  
OPEN-WORK BRASS DOMED TOPPED COFFRETS

Anonymous 
France; late 17th cent.
 
Gilt and silvered brass, wood and velvet
Approximate size: 14 x 11 x 7 cm / 13 x 7 x 5 cm 

Two exquisite 17th century French open-work reticulated cast brass coffrets, 
elaborately engraved and silvered. The margins of the caskets are framed with 
elaborate foliate patterns with teeming foliage portrayed in the openwork areas 
of the design and revealing antique umber and red colored velvets beneath. 

Includes original key (larger coffret) with mounts and handles  
in sound condition.



AN EARLY 18TH CENTURY FLORENTINE  
EBONIZED WOOD AEDICULE CASE

Ambit of Leonard van der Vinne
Possibly first decade of the 18th century; Florence, Italy
Approximate size: 83.5 (h) x 69 (w) x 23 (d) cm

The cabinet’s centralized glass door is flanked by thick spiraling Solomonic 
columns surmounting a lower drawer. To the rear of the cabinet, the motif 
repeats in an eloquent display of perspectival treatment. The overall work is 
supported by a tiered base, elegantly conceived, and the cabinet is topped by a 
handsome pediment flanked by square plinths crested by gilt metal finials and 
an openwork frieze.

The cabinet’s tempered and moderate form suggests an origin probably during 
the first decade or quarter of the 18th century. Although utilitarian in concept, 
the reserved and sublime expressiveness of this cabinet is managed with a 
quality and care respective of the influence of Florentine ebony cabinetry work 
conceived in the Galleria dei lavori or Grand Ducal Workshops of the 18th 
century Medici dynasty. In particular, its base mouldings echo a remarkable 
Night Clock by the Galleria dei lavori now in the Getty Museum (Inv. 97.DB.37) 
whose cabinetwork was conceived by the Flemish woodworker and intarsiatore, 
Leonard van der Vinne, a possible candidate to whom the present cabinet 
could hypothetically owe its influence.



A LATE 17TH CENTURY ENGRAVED GLASS PANEL OF  
ST. SEBASTIAN IN ITS CONTEMPORARY EBONIZED WOOD FRAME

Attributed to the ‘Master H I,’ probably Heinrich Jäger 
Probably Berlin, Germany; late 17th century 

Wheel-engraved glass intaglio with traces of silvering  
set in a contemporary ebonized pine ‘ripple’ frame
Approximate size: 22.2 x 16.4 cm

Previously thought to be Venetian, this remarkable panel depicts the Martyrdom 
of St. Sebastian after an original engraving of circa 1600 by Jan Harmensz Muller 
(fig.), in turn based on the 1594 altarpiece by Hans van Aachen in St. Michael’s 
Hofkirche, Munich. 

The distinctive style of the figure of Sebastian himself, with his square jawline 
and heavily marked facial features, together with the rendering of his body with 
a series of soft curved depressions seamlessly merging into one another without 
the need for much further detailing in the musculature, are characteristics seen 
in many pieces attributed to the monogrammist ‘H I’. His work is discussed 
in detail by R J Charleston, ‘The Monogrammist ‘H I’: A Notable German 
Engraver’, Journal of Glass Studies, vol.4 (1962), pp.67-84, who states that this 
master ranks amongst the best German glass engravers of the Baroque period, 
particularly in his rendering of the human figure. Figures by this engraver are 
typically slightly androgynous in appearance, and almost always shown holding 
their heads in exact profile and their bodies frontally, as is the case here. This 
characteristic style deviates slightly from Sebastian’s pose in the original source 
print. Two beakers engraved with semi-nude figures of Vulcan and Venus and of 
Meleager and Venus respectively in a very similar style to the present artwork are 
illustrated by Rainer Rüchert, Die Glassammlung des Bayerischen Nationalmuseums 
München, vol.2 (1982), p.161, nos. 564 and 565.

The identity of the monogrammist ‘H I’, sometimes interpreted ‘I H’, has been 
the subject of considerable debate but is traditionally thought to be Heinrich 
Jäger, a glass cutter and engraver from Reichenberg in northern Bohemia who 
was active from at least 1690 or earlier. Little is known about Jäger, but he 
worked in Berlin throughout the 1690s until about 1706, then subsequently 



in Central Germany. He finished his career at Arnstadt, Thuringia, from circa 
1715-20. His engraving style shows little Bohemian influence but has much in 
common with Gottfried Spiller’s Brandenburg works. In 1696 Spiller’s wife 
was recorded as the godmother to one of Jäger’s children in Berlin, and he is 
known to have supplied glass to Charlottenburg circa 1705-06, so he was clearly 
moving in high circles. No other panels attributed to this engraver would 
appear to be recorded, but it is possible that the Sebastian represents an early 
work undertaken prior to his more complex vessel forms.

Provenance: Desmond Coke collection, Sotheby’s, 22 July 1931, lot 14 (part)

With thanks to Jim Peake who provides an attribution and the above text.

(figure)



A 17TH CENTURY ROMAN ALTAR CROSS  

Anonymous, after Guglielmo della Porta 
Rome, Italy; 17th century

Ebonized wood, gilt bronze, silver, agate and lapis lazuli 
Approximate size: 67 x 27 cm

The present altar cross, likely of Italian Roman origin, reproduces a figure of 
Christ in gilt bronze, cast after a model invented earlier by Guglielmo della 
Porta during the late 16th century.  The present altar cross features gracefully 
realized gilt bronze attendant figures of John and Mary set upon an ebonized 
wood base reminiscent of and descendent from German cabinet makers whose 
specialists permeated Rome and elsewhere in Italy during the late 16th century.

The present altar cross is affixed with silver appliques and additional gilt bronze 
appliques along its lower base and stem of the crucifix (some possibly later and 
some missing). The cabinet is inlaid with handsomely framed applications of 
polished lapis lazuli and agate, celebrating the influx of precious stones in early 
Baroque Italy. 
 
Condition: commensurate with age although some parts recently corrected and 
featuring recently cast painted resin embellishments to bring the altar cross into 
its original iconographic program. 
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